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ABSTRACT
The solo tuba repertoire of the 1960s and early 1970s was largely underdeveloped, and
those pieces that had been written followed the typical conventions in composing works for more
popular solo instruments. Few composers from this period viewed the tuba as a solo instrument
with unique offerings available to the composer, and even fewer composers had written solo
works for the tuba with the intention of highlighting its distinctive qualities. Robert Jager’s
Concerto for Bass Tuba is a focused composition of a unique, through-composed, innovative
piece in the largely unmapped realm of significant tuba repertoire in the 1970s, paving the way
for composers’ and professional tubists’ growth decades beyond the Concerto’s inception.
Robert Jager’s Concerto for Bass Tuba was commissioned by the University of Illinois
Band under the direction of Harry Begian, for Daniel Perantoni, the Professor of Low Brass at
the University. Perantoni premiered the piece at the University of Illinois in 1978. Prior to 1978,
there were very few serious pieces written for the solo tuba. Those serious works most frequently
performed were the Ralph Vaughan Williams Concerto for Bass Tuba and Orchestra, composed
in 1954, and Paul Hindemith’s Sonata for Tuba and Piano, composed in 1955. This study serves
to further understand the genesis of Jager’s Concerto for Bass Tuba, Jager’s compositional
process when composing his Concerto, his unique compositional style, and the influence this
piece had on later solo works for the tuba. Robert Jager’s Concerto for Bass Tuba was
significantly more difficult for the advanced tubist of the 1970s than the advanced tubist of
today. Jager’s Concerto strove to push what was possible to perform on the tuba, and helped to
elevate the tuba idiom via its technically demanding sections, as well as its long, sweeping
melodies which challenged the player’s ability to perform one phrase in a single breath. As a
result of the natural advancement of both the solo tuba repertoire and the proficiency of today’s
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tubists, Jager’s Concerto is now accessible to an advanced undergraduate or typical graduate
student.
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CHAPTER 1
INTRODUCTION

The solo tuba repertoire of the 1960s and early 1970s was largely underdeveloped, and
those pieces that had been written followed the typical conventions in composing works for more
popular solo instruments. Few composers viewed the tuba as a solo instrument with unique
offerings available to the composer, and even fewer composers wrote solo works for the tuba
with the intention of featuring its distinctive qualities. Robert Jager’s Concerto for Bass Tuba
represents a focused composition of a unique, through-composed, innovative piece in the largely
unmapped realm of significant tuba repertoire in the 1970s, which paved the way for composers’
and professional tubists’ growth in the decades since the Concerto’s inception.
Robert Jager’s Concerto for Bass Tuba was commissioned by the University of Illinois
Band, under the direction of Harry Begian, for Daniel Perantoni, the Professor of Low Brass at
the University.1 Perantoni premiered the piece at the University of Illinois in 1978. Prior to 1978,
there were very few serious pieces written for the solo tuba.2 Those serious works most
frequently performed were Ralph Vaughan William’s Concerto for Bass Tuba and Orchestra,
composed in 1954, and Paul Hindemith’s Sonata for Tuba and Piano, composed in 1955. This
study serves to place the genesis of Jager’s Concerto for Bass Tuba in context, and to fully
explore Jager’s compositional process, his unique compositional style, and the influence this
piece had on later solo works for the tuba.

1

Daniel Perantoni (Tubist), in discussion with author, February 2019.
Joseph Skillen/Edward R. Goldstein, “music for Tuba and Keyboard,” in The Tuba Source Book,
(Bloomington, Indiana University press, 1996), 2-111.
2
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Robert Jager’s Concerto for Bass Tuba was significantly more difficult for the advanced
tubist of the 1970s than it is for the advanced tubist of today. Jager’s Concerto strove to push
what was possible to perform on the tuba, and helped to elevate the tuba idiom via its technically
demanding sections, as well as its long, sweeping melodies that challenged the player’s ability to
perform one phrase in a single breath. As a result of the natural advancement of both the solo
tuba repertoire and the proficiency of today’s tubists, Jager’s Concerto is now accessible to an
advanced undergraduate or typical graduate student.

Origins
In the late 1970s, Harry Begian, Director of Bands at the University of Illinois, received
funding from the University to commission a new piece for band, and decided to commission a
concerto for bass tuba and band for then professor of low brass, Daniel Perantoni. After being
asked for his input on which composer to commission for the new concerto, Perantoni consulted
with long-time friend and fellow tubist Winston Morris, and together they decided that Robert
Jager would be the ideal composer for the new concerto.3
Morris and Perantoni approached Jager to compose the new concerto for tuba and band,
and Jager agreed to take the commission. Jager was granted significant freedom in composing
the piece, with few requirements from either Begian or Perantoni. The only requests were from
Perantoni, who asked that the piece (1) have a reference to composers Richard Wagner and
Sergei Rachmaninov, (2) not be cerebral in nature, and (3) bring the audience to their feet
clapping at the conclusion, and not to their feet to leave.4

3
4

Daniel Perantoni (Tubist), in discussion with author, February 2019.
Robert Jager (composer), in discussion with author, February 2019.
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Key Figures
The three key people that were integral to the genesis and compositional process of
Jager’s concerto were Daniel Perantoni, R. Winston Morris, and Robert Jager. All three were
established in their own right as college professors, and each had a unique role throughout the
compositional process. Daniel Perantoni was the Professor of Low Brass at the University of
Illinois in 1978 when Jager’s concerto was commissioned, and is currently the Provost Professor
of Tuba and Indiana University in Bloomington, IN, a post he has held since 1994.5 Perantoni is
a graduate of the Eastman School of Music (BM) and the Catholic University of America (MM),
and as a performer, is best known for his solo and chamber ensemble performances. Perantoni
has premiered many works for the tuba across a variety of genres and is featured as a soloist on
12 commercially released compact discs. Through his wide array of solo and chamber
performances, Perantoni is largely credited with the widespread acceptance of the F tuba in the
United States and has collaborated with a number of instrument manufacturers to design new and
improved models of both bass and contrabass tubas. Many of Perantoni’s students can be found
throughout the world in both prestigious performing and teaching positions. In 2000, Perantoni
was the recipient of the Lifetime Achievement Award by the Tubists Universal Brotherhood
Association (T.U.B.A.).
R. Winston Morris is the Professor of Music and Instructor of Tuba and Euphonium at
Tennessee Technological University, in Cookeville, Tennessee.6 Since assuming his current
teaching position in 1967, Morris has been an advocate for the tuba, and is also a founding
member of the T.U.B.A. Morris is one of the senior editors on both editions of the Tuba Source

All biographical information about Daniel Perantoni is sourced from “Biography and Curriculum Vitae,”
Daniel Perantoni, March 2019, http://www.danielperantoni.com/.
6
All biographical information about R. Winston Morris is sourced from “Biography,” R. Winston Morris,
March 2019, www.tntech.edu/.
5
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Book and is regarded as an authority on tuba literature. Morris is well known as the conductor of
the Tennessee Tech Tuba Ensemble (TTTE), which has toured extensively throughout the United
States, performing at universities, conferences, and most notably, Carnegie Hall. The TTTE is
credited with releasing 22 commercially available recordings. Through his work with the
T.U.B.A. and at Tennessee Tech, Morris has collaborated on hundreds of pieces for both the
Tuba/Euphonium Ensemble, and for the solo tuba repertoire.
Robert Jager is a Professor Emeritus at Tennessee Technological University (TTU),
where he was Professor of Composition from 1971 to 2001.7 Jager is a graduate of the University
of Michigan, and prior to his appointment at TTU was the Staff Arranger and Composer for the
United States Navy Band in Washington, D.C., and at the Armed Forces School of Music
in Norfolk, VA. Jager has composed over 150 published works across a variety of genres, but is
most known for his compositions for band, receiving commissions from all five of the premiere
military bands located in Washington, D.C. Jager has received numerous awards for his
compositions, and his works can be found across a variety of record labels.

Connections
Winston Morris first met Daniel Perantoni in the late 1960s at the Midwest International
Band and Orchestra Convention in Chicago, Illinois.8 According to Morris, the Midwest
Conference was one of the best places to meet and network with other musicians and
composers.9 During this period, other prominent tubists would often also be in attendance, such
as Arnold Jacobs and Harvey Phillips, which in turn encouraged tubists from across the country

All biographical information about Robert Jager is sourced from “Biographical Information,” Robert
Jager, March 2019, www.rjager.com/
8
R. Winston Morris (Tubist), in discussion with author, February 2019.
9
R. Winston Morris (Tubist), in discussion with author, February 2019.
7
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to attend. Perantoni was among those prominent tubists in attendance, which put him in close
proximity with Morris. Upon meeting each other at the conference, they formed a close
friendship that continues to this day.
Perantoni and Morris have collaborated on a great number of projects together over their
fifty year friendship. Some of the more significant projects they collaborated on during the 1970s
and early 1980s include the foundation of the Tuba Universal Brotherhood Association
(T.U.B.A),10 which is now known as the International Tuba and Euphonium Association (ITEA).
The ITEA is an organization dedicated to promoting and advancing the tuba and euphonium
instruments, and the Tuba Jazz Consort, which was an influential jazz ensemble that included
tubas and euphoniums.11 The Tuba Jazz Consort was founded in 1975 as a way to contribute to
the first International Brass Conference in Montreux, Switzerland in 1976. The consort
premiered many works, performing at concerts and conferences around the world. The group
was so popular that the prestigious jazz competition held at each International Tuba and
Euphonium Conference is named after Rich Matteson, the Consort’s founder.
When Jager first arrived at Tennessee Tech, he was quickly befriended by Morris, a
fierce advocate for the advancement of the tuba repertoire, and encouraged both Jager and his
composition students to compose significant works for the tuba. Morris’s efforts paid off, as
Jager is now one of a handful of composers to have ever composed four or more major solo
works for the tuba: “Diverse Moments No. 1 for Unaccompanied Tuba” (1977), “Concerto for
Bass Tuba” (1978), “Reflections for Tuba and Piano” (1980), and “Three Ludes for Tuba for
Solo Tuba and Tuba/Euphonium Quartet” (1997).12 Additionally, Jager’s composition students

10

Daniel Perantoni (Tubist), in discussion with author, February 2019.
R. Winston Morris (Tubist), in discussion with author, February 2019.
12
Joseph Skillen/Edward R. Goldstein, “Music for Tuba and Keyboard,” in The Tuba Source Book,
(Indiana University Press, 1996), 2-111.
11
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typically each graduated with their undergraduate degree having composed on average at least a
dozen or more solo works for the tuba.13 As a result of the relationship between Jager and
Morris, and subsequently as a result of Jager’s discerning understanding of the tuba’s salient
qualities and offerings, he was a natural fit when Perantoni was searching for a composer for
their new concerto for tuba.

Roles
Each contributor to the commission process of Jager’s “Concerto for Bass Tuba” held a
role relative to his strengths. As the piece was commissioned for Perantoni, he secured the
funding, had the vision to have a serious solo work for the tuba commissioned, and had the
performance skills on the tuba to push the boundaries of what was possible to perform on the
tuba.14 It should not be understated how important it was to have the vision to commission a
serious solo work for the tuba. Although serious solo pieces written for the tuba existed prior to
the late 1970s (most notably the Ralph Vaughan Williams Concerto for Bass Tuba and Orchestra
and the Paul Hindemith Sonata for Tuba and piano), those pieces had gained very little
popularity in the United States prior to Jager’s concerto.15 This is most likely a result of the
publisher of both the Vaughan Williams and Hindemith not actively promoting the pieces, and
the many mistakes in the original score of the Vaughan Williams. Because of this, most
American tubists had not been exposed to solo works for the tuba that were written by a major
composer.

13

Robert Jager (composer), in discussion with author, February 2019.
Daniel Perantoni (Tubist), in discussion with author, February 2019.
15
R. Winston Morris (Tubist), in discussion with author, February 2019.
14
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By writing a tuba concerto specifically for Perantoni, Jager was free to develop a serious
and difficult work for tuba by trusting in Perantoni’s musical and technical abilities on the
instrument. Perantoni is considered among the most skilled tubists alive today, and Jager’s
Concerto was written for Perantoni when he was in the prime of his performance career. Since
Jager was not confined by the limitations of the performer, he was able to realize his most
authentic vision of the piece and push the limits of the solo tubists’ repertoire. It follows that
modern tubists owe a great deal to both Perantoni and Jager for pushing the tuba’s compositional
boundaries in the 1970s, which advanced the level of solo tuba repertoire in the years to come.
Winston Morris’s contribution behind the scenes ensured the existence of the
compositional process by connecting Jager and Perantoni, thereby helping to realize the artistic
vision that they each had for the concerto. By the late 1970s, Jager had been a colleague of
Morris at Tennessee Tech for almost a decade, during which time Jager and many of his students
had already composed a number of solo works for the tuba, most notably Jager’s “Diverse
Moments No. 1 for Unaccompanied Tuba” in 1977. Because of the relationship Morris had
cultivated with Jager, and the aforementioned works written for tuba by Jager and his
composition students, Jager was open to the idea of composing a serious concerto for the solo
tuba, which was very uncommon during this period.
In addition to cultivating the relationship with Jager and connecting Perantoni with Jager,
one of Morris’s practical contributions to the commission included play testing some of the
passages that Jager had composed. Additionally, Morris gave the first “unofficial” premiere of
the piece prior to the music being sent to Perantoni at the University of Illinois, to ensure that
there were no mistakes in the score.16

16

R. Winston Morris (Tubist), in discussion with author, February 2019.
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Jager was primarily responsible for the artistic vision of the piece, and the unique formal
design was ultimately his decision. He particularly liked the idea of beginning with a simple
melody and developing it to something more complicated. He also placed great importance on
balance, ensuring that a faster section would be followed by a slower section, or vice versa.17
Additionally, Jager decided to make this tuba a concerto for bass tuba as opposed for the
contrabass tuba because it was commissioned for Perantoni and he is known for his ability to
perform on the bass tuba, and because Jager preferred the timbre of the tuba in the higher
register.18 There are numerous examples of the tuba playing in the high register throughout the
concerto, e.g., measures 145 through 164.19 Although Jager did compose this piece with bass
tuba in mind, and overall the piece is primarily in the tuba’s higher register, there are a
contrasting sections in lower registers. For example, in measures 183 and 184, the solo part
descends to the low D an octave below the staff.20 It is quite rare to find a solo piece for the tuba,
especially one composed during the 1970s to have such a wide range.
Because of the vast range and technical demands of Jager’s Concerto, it remains to this
day a very difficult piece to perform. Because of this, Jager provides a simpler ossia part in four
places for the soloist to perform, if necessary. Ossia in Italian translates to “or rather,” and Jager
provides an easier ossia option for the solo part to perform in these particular sections. The
optional ossia sections can be found in measures 101-105, 129, 179-180, and 183-184.21 Jager
explains: “I don’t feel that they would work in the other octave. If you’re going to change and
make it easier or change the octave for some reason, then it has to reach a different level . . . The

17

Robert Jager (composer), in discussion with author, February 2019.
Robert Jager (composer), in discussion with author, February 2019.
19
Jager, Robert. Concerto for Bass Tuba. New York: Piedmont, 1978.
20
Jager, Robert. Concerto for Bass Tuba. New York: Piedmont, 1978.
21
Jager, Concerto for Bass Tuba. (New York: Piedmont, 1978),
18
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whole point [in measure 101] is the trill. When you do this at that part of the chord, it really is a
dramatic moment. Well, down an octave, that’s not going to be quite so dramatic, so . . . what I
did do is take a different part of the chord and use that as my note of attack, and then build from
there. This is a different way of developing all of this other material. It gives me . . . as the
composer a chance to approach the same piece . . . and develop it differently.” 22 Interestingly, of
the three released compact disc recordings of this piece, all performers chose to play the ossia
part in measure 183.23
The contributing factors of Perantoni’s musical and technical skill on the bass tuba,
Morris’s relationship with Jager, and Jager’s artistic vision all contributed significantly to the
final rendition of Jager’s “Concerto for Bass Tuba.” However, without the meeting of Mr. Morris
and Mr. Perantoni at the Midwest Clinic in the late 1960s, it is likely that the Concerto would
never have developed, in turn affecting the development of solo tuba repertoire for decades
following.

Kenyon Wilson, “The solo music of Robert Jager”, The International Tuba Euphonium Journal 29, no. 4
(2002)
23
Wilson, “The solo music of Robert Jager”
22

14

CHAPTER 2
REPERTOIRE PRIOR TO 1980
Typical Pieces for the Solo Tuba Composed during and prior to the 1970s
In examining the solo repertoire for the tuba throughout the 1950s, 1960s, and 1970s, one
may ascertain that there were many unaccompanied, often avant-garde tuba solos, and fairly
simple multi-movement works that usually consisted solely of piano accompaniment. However,
very few concerti composed by “major” symphonic composers featured a full orchestral or
concert band accompaniment. The two most notable works composed for the solo tuba prior to
the 1970s were the Ralph Vaughan Williams “Concerto for Bass Tuba and Orchestra,” composed
in 1954, and the Paul Hindemith “Sonata for Bass Tuba and Piano,” composed in 1955.
The R. Vaughan Williams piece, a three-movement concerto (Prelude, Romanza, and
Finale), is a truly conservative work, firmly within the bounds of traditional harmony, tonality,
and notation.1 To this day, the Ralph Vaughan Williams is regarded by many musicians and
conductors as the primary work in the tubist’s solo repertoire, and is a common selection found
among auditions and competitions. Notably, it was the first tuba concerto composed by a major
symphonic composer and is dedicated to the London Symphony Orchestra.2 The Paul Hindemith
“Sonata for Tuba and Piano” is another solo work for the tuba composed by a major symphonic
composer. Although it is similarly structured in three numbered movements, it contrasts with
Ralph Vaughan William’s piece by requiring fire and lyricism from both the tubist and pianist
and is often written in different time signatures between the tubist and pianist. 3

Northcut and Gray, “Music for Tuba and Orchestra,” 173-188.
Northcut and Gray, “Music for Tuba and Orchestra,” 173-188
3
Joseph Skillen and Edward R. Goldstein, “Music for Tuba and Keyboard,” in: The Tuba Source Book,
ed. R. Winston Morris (Indiana University Press, 1996), 2-111.
1
2
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Few other notable solo works were composed for the tuba during this era aside from the
Eugene Bozza “Concertino for Tuba and Orchestra” in 1967 and the Bruce Broughton “Concerto
for Tuba and Orchestra” in 1976. These solo works are to this day considered difficult to
perform, as they, like Jager’s concerto, were each composed for a specific tubist rather than for
the instrument itself, as a result of the lack of legitimate solo repertoire for those prominent
tubists to perform. The Bozza “Concertino” was composed for Harvey Phillips, Professor of
Tuba and Euphonium at Indiana University from 1971 to 1994 and known as the “Paganini of
the tuba.”4 The Broughton was composed for legendary film score tubist Tommy Johnson who is
credited with performing on the soundtracks of over 2,000 movies.5
Although there were some serious solo tuba pieces composed prior to the 1970s, the vast
majority of the solo tuba repertoire at this time consisted of less relevant and less challenging
works. A significant portion of the tuba repertoire during this era was only accompanied by a
piano part as opposed to a full orchestral or band accompaniment, so tubists were limited when
hoping to perform a large scale work with full orchestra or wind ensemble. Typical solo works
for the tuba during this era include Thomas Beversdorf “Sonata for Bass Tuba and Piano,”
composed in 1962, Alec Wilder’s “Suite No. 1 for Tuba and Piano (Effie Suite)” composed in
1968, Alexey Lebedev’s “Concerto in One Movement,” composed in 1960, and Don Haddad’s
“Suite for Tuba” composed in 1966.6 Although these pieces were originally written for the solo
tubist, they are lacking in difficulty and are not considered as serious solo works.
The Beversdorf Sonata is a three-movement tonal work with a comfortable range. The
tuba part is not overwhelming technically demanding, featuring only the occasional challenging

Skillen and Goldstein, “Music for Tuba and Keyboard,” 2-111.
Skillen and Goldstein, “Music for Tuba and Keyboard,” 2-111.
6
Skillen and Goldstein, “Music for Tuba and Keyboard,” 2-111.
4
5
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rhythm. Wilder’s “Suite No. 1” in six movements is one of the most popular tuba and piano solos
ever written. It is very vocal in style and requires the entire spectrum from the tuba in regard to
articulation, style, and tone color.7 The tessitura is relatively high and is best suited to be
performed on the bass tuba. The Lebedev Concerto is very lyrical and dramatic, with the
occasional technically demanding material. It is written with a three-octave range, but with
added ossia sections in the cadenza that serve to extend the range. The Haddad Suite is in three
movements, is tonal, and with nice melodies including few technically challenging passages. It is
a very suitable piece for an accomplished student or professional.
In addition to the traditional and uncomplicated solo works for tuba composed throughout
the 1950s, 1960s, and 1970s, there have been a significant number of unaccompanied avantgarde solo works composed as well. Pieces indicative of this style include “Serenade No. 12” by
Vincent Persichetti, composed in 1963, “Encounters” by William Kraft, composed in 1970,
“Latticework” by Thomas Albert, composed in 1973, and Three Essays by William Penn. 8
The Persichetti “Serenade No. 12” is a six-movement work composed for Harvey
Phillips. Generally, the range requirements are moderate to high with few extremes utilized in
both directions. Typically this piece is performed on contrabass tuba, but it also works fairly well
on the large modern bass tubas. Although many of the movements are not tonal, it is traditional
in its compositional style and notation. It remains a prominent piece in the tuba repertoire in the
present day.9

Skillen and Goldstein, “Music for Tuba and Keyboard,” 2-111.
Philip Sinder and Jeffrey L. Funderburk, “Music for Tuba and Keyboard,” in: The Tuba Source Book, ed.
R. Winston Morris (Indiana University press, 1996), 217-248.
9
Sinder and Funderburk, “Music for Tuba and Keyboard,” 217-248.
7
8
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The Kraft is in one movement and was originally written for tubist Roger Bobo, who was
the tubist in the Los Angeles Philharmonic for over a quarter of a century.10 This piece utilizes
the entire range of the tuba, emphasizing the middle and upper tessitura. There are a substantial
number of extended techniques that are used, including glissandi, multiphonics, timbre trills, and
trills. While it may not be immediately obvious to the listener, this piece is a set of variations and
is extremely challenging technically. Furthermore, although this piece is traditional in its
notation and compositional style, it is not tonal and somewhat aleatoric in certain sections, in that
many of the primary components of realizing the piece are left to the performer. 11
The Albert is an avant-garde work in one movement and was originally written for Daniel
Perantoni. The piece relies entirely on proportional and frame notation, which means the notation
is non-traditional and the performer has a great deal of freedom in regard to tempo and rhythm.
In fact the notation is so unusual, that an explanation of how to precisely read it is included. The
piece uses a number of extended techniques such as multiphonics.
The Penn is a three-movement work that was originally written for tubist, Gene Pokorny.
The piece is a somewhat avant-garde work in that it uses both proportional and frame notation as
well as traditional notation. Included in the score is an explanation of the symbols used that aid
in the interpretation of the score. The first movement emphasizes repeated patterns, the second
movement uses an indefinite time notation with notes and effects spaced on the staff to indicate
relative time, and the third movement is primarily lyrical and features several wide slurs in
succession. The opening two thirds of the movement are notated and performed traditionally, and
in the final section the third-valve tuning slide is removed from the horn which produces a
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mixture of natural and altered sounds. Additionally, there are other extended techniques that
include glissandi, indefinite pitch, and tremolos with voice.12
By examining the solo repertoire for the tuba throughout the 1950s, 1960s, and 1970s one
can determine that there were many unaccompanied often avant-garde solos, and fairly simple
multi-movement works that usually only consist of piano accompaniment. However, there were
very few concerti composed by “major” symphonic composers with a full orchestral or concert
band accompaniment.

The Abilities of Most Tubists during the 1950s, 1960s, and 1970s
Tubists throughout the 1950s, 1960s, and 1970s did not have the technical skills to the
ability of tubists today. This is a result of the solo tuba repertoire of earlier time periods lacking
the rigor and challenge of the average contemporary solo repertoire. This can be attributable to a
wide host of reasons, including less access to highly qualified teachers and the poor quality of
instruments that were being manufactured.
During this era, access to highly qualified teachers on the tuba was limited, this is
because it was common for most universities to employ only one low brass professor as opposed
to a tuba professor exclusive from the trombone professor.13 Since there were typically more
trombone students than tuba and euphonium students at a university, it was most prudent for the
university to hire a trombone professor as representative of the low brass section. There are some
notable exceptions, such as Rex Connor, at the University of Kentucky (1960-1980), William
Bell, at Indiana University (1961-1971), Harvey Phillips, Professor at Indiana University (1971-
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1994), and Daniel Perantoni, at the University of Illinois (1968-1982).14 However, an
overwhelming majority of American universities lacked a designated tuba professor.15 As a
result, the skill level of the average university tuba student suffered. These students were
typically not exposed to the latest tuba repertoire, proper pedagogical techniques for the tuba, or,
perhaps most importantly, a proper model of sound quality and technique of a professional tubist.
Another key aspect that stifled the growth of most tubists prior to the 1980s was the poor
quality of instruments that were being manufactured at the time. Most popular tuba brands today,
such as Perantucci, Hirsbrunner, Yamaha, Adams, Eastman, and Miraphone, either did not exist
yet or had not yet developed the extensive variety of models that they carry today.16
Additionally, the bass tuba, a tuba pitched in either the key of E-flat or F, is typically the most
popular instrument to perform solos; this instrument was not nearly as widespread in the 1970s
and therefore was only available in a small number of models. Prior to the 1980s, most American
tubists did not learn how to play a bass tuba until they were at least in graduate school. 17

The Influence of the T.U.B.A.
One result of the lack of quality solo repertoire during the 1950s, 1960s, and 1970s, few
available teachers along with the poor quality instruments that were being manufactured was that
fellow tubists from around the world banded together to create an organization to address these
issues. Officially founded in 1973 as the Tubists Universal Brotherhood Association, the
International Tuba Euphonium Association, as it is known today, is dedicated to promoting and
advancing the tuba and euphonium as relevant instruments in the music world. The organization
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is made up of performers, educators, students, and amateurs of all backgrounds. As a non-profit
organization, it is supported by membership dues and donations. 18
Although there are a number of unofficial histories of The Tubists Universal Brotherhood
Association, it traces its origins to New York City in the 1930s, when William Bell joined the
NBC Symphony. Tubist Harvey Phillips, at the time a student at the Juilliard School and
freelance tubist in New York City, stated that with such a great tubist and teacher in their
presence, it was only natural for other tubists, both professional and student, to be attracted to
Mr. Bell.19 They met informally at McSorley's Old Ale House, in Manhattan, for beer, food, and
friendship. These unofficial meetings would frequently include up to thirty tubists.20 These
meetings were very irregular sometimes twice a week or more, sometimes not for several weeks
at a time. From the alehouse meetings, until his death in August of 1971, Mr. Bell was a major
force in the organizing of tubists.21
In 1966, Indiana University graduate Robert Ryker was the principal tubist with the
Montreal Symphony and Professor of Tuba at McGill University. He worked with his McGill
University students to send notice to several music publications announcing an attempt to
organize an official organization of tubists.22 He called it the Tubists Universal Brotherhood
Association or T.U.B.A. for short. The Conn and Miraphone companies contributed money
towards the expenses that would be incurred in mailings and printings.23
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Tubists from essentially every part of the country, and even internationally, began to
request information regarding the T.U.B.A. from Mr. Ryker. So many tubists continued to
contact Mr. Ryker that by 1971, 24 it became evident that one person could not handle all of the
correspondence and the infrastructure that was necessary to run the organization.25 In May 1971,
an informal committee, made up of Robert Ryker, R. Winston Morris, and J. Lesley Varner met
at the Student Center at Ball State University in Muncie, Indiana to draw up a proposed
constitution and plan the structuring of the early directions of T.U.B.A. 26 At the conclusion of
this meeting at Ball State, the committee decided to call for a general meeting of participating
members at the Midwest Band and Orchestra Clinic in Chicago, in December of 1971.27
In 1971, Harvey Phillips, a fierce promoter of the tuba, was appointed Professor of Tuba
and Euphonium at Indiana University. He was one of the primary driving forces behind creating
the T.U.B.A., and once at IU he immediately began organizing an International Tuba
Symposium to be held in May 1973 at IU. A planning committee consisting of Dan Perantoni, J.
Lesley Varner, R. Winston Morris, David Kuehn, Harvey Phillips, and Barton Cummings was
formed.28 The first International Tuba Symposium-Workshop is viewed by many as the point at
which T.U.B.A. became an official organization. The planning committee decided that the
symposium should not be just for tubists, but for all people to whom the tuba is important. 29
One of the greatest challenges for tubists was the lack of a serious solo repertoire.
Because of this, reaching composers and showing them that there was an entire country full of
24
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capable tubists that were eager to play their music was one of the primary missions of the
T.U.B.A. At the first conference many composers were invited to attend and hear what tubists
were capable of performing. In Mr. Phillip’s estimation, the symposium resulted in
approximately 150 compositions for the tuba, as well as a large rise in the performance level of
the tuba as a result of the new often more difficult compositions.30
The International Tuba Euphonium Association (ITEA), as it is known today, is still a
force for the advancement of the tuba and euphonium. Since its conception in the 1970s, there
have been biannual International Tuba and Euphonium Conferences (ITEC). During the years
between the ITECs, a new trend has grown to where regional tuba and euphonium conferences
take place. This allows for more tuba and euphonium players that would not normally be able to
attend an ITEC because of distance to attend, and it also serves as a way for tuba and euphonium
players to network regionally. Additionally, the I.T.E.A. publishes an academic journal quarterly
throughout the year. This allows tubists from the academic community an opportunity to get
published, as well as inform tubists nationally and internationally on the latest happenings in the
tuba/euphonium community. As a result of its efforts since the early 1970s, the I.T.E.A is
responsible both directly and indirectly for the composition of thousands of solo pieces for the
tuba and euphonium.
The ITEA also strove to gain respect in the academic community. Jim Self, Adjunct
Professor of Tuba at the University of Southern California and famous studio musician for film
scores, with over 1500 film scores to his credit,31 applied to multiple universities in the late
1960’s for the degree of Doctor of Musical Arts, and was denied entrance to every university on
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the basis there was not enough serious solo repertoire for the tuba.32 Because of this, the I.T.E.A.
strove to get solo works composed for the tuba and release a serious academic journal to help
tubists earn advanced degrees and contribute to the greater academic community. 33
The I.T.E.A. also maintains the goal of creating employment opportunities for tubists.
Prior to the 1960s, there was not a single full-time Tuba Professor in the United States.34 This
changed when Rex Connor was hired as the Tuba and Euphonium Professor at the University of
Kentucky in the fall of 1960.35 Later in 1962, William Bell became the second full-time Tuba
and Euphonium Professor when he was appointed to Indiana University in Bloomington.36 The
I.T.E.A. strove to create college teaching opportunities for tubists by elevating the role of the
brass quintet. Each university that had a faculty brass quintet provided a platform for the tuba to
gain exposure and significantly increased student recruitment by performing brass quintet
concerts. Today, most medium to large colleges or universities today have a faculty brass
quintet, faculty woodwind quintet, and a faculty string quartet. This can be significantly
attributed to Harvey Phillips and the influence of the ITEA.
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CHAPTER 3
THE CREATIVE PROCESS AND UNIQUE FORMAL DESIGN

Artistic Inspiration
In the late 1970s, at the outset of his commission process, Perantoni was in search of a
composer with a background in composing tonal pieces with beautiful melodies.1 Perantoni
consulted with his longtime friend and fellow tubist, R. Winston Morris, who recommended
Robert Jager because of his traditional tonal pieces and his background in composing for bands.
Jager was a natural fit, as his compositions had been generally Neoclassical or
Neoromantic in nature, in that they rely mainly on tonality as a core structural and expressive
element. Jager’s compositions are strongly influenced by the works of Samuel Barber and Robert
Schumann, whose works are both known to be generally tonal and very expressive. Although he
has composed pieces for a variety of genres and ensembles, he is perhaps best known for his
pieces written for concert band. This is most likely a result of his background as the Staff
Arranger and Composer at the United States Navy Band in Washington, DC.
Some of Jager’s most notable pieces are his “First Symphony for Band” composed in
1964, “Diamond Variations” composed in 1968, and “Sinfonietta” composed in 1972. All three
of these pieces were winners of the prestigious Ostwald award, which is given annually by the
American Bandmasters Association for a composition for concert band.2 Although these pieces
vary in style, they are representative of Jager’s compositional style in that they are
predominantly tonal and somewhat Romantic.
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In addition to his initial requests regarding the stylistic characteristics of the piece,
another strong desire of Perantoni’s was that the piece be composed with a band accompaniment
in mind. Perantoni frequently performed solos with university bands around the country and was
frustrated with the lack of solo repertoire for this setting; his hope was that this piece would help
to fill this void.3
Jager considers this piece to be Neo-Romantic in style, although he hates to classify his
compositions in those terms.4 Though in some sections the piece is tonally ambiguous, he still
considers it to be relatively tonal, utilizing recognizable themes that unify each section. He
classifies it as a type of “free tonality” similar to the works of Bartok.5 Jager had a specific
likening for the timbre of the tuba playing in the higher tessitura6 and the Concerto has many
sections where the tuba has sweeping lyrical phrases in the higher range. Jager completed the
solo part in about five days after beginning. He reflected that the music flowed through him, and
that he spent about 10 to 12 hours a day composing the Concerto.7 Before he knew it, the entire
solo part was completed, which he followed by scoring the accompaniment.8

Unique Formal Design
One of the most unique aspects of Jager’s concerto is its formal design. When
composing a concerto, especially for a low brass instrument, it is most common for a
composer to write the piece in three movements: the first movement moves at a moderate
tempo, the second movement moves at a slow tempo, and the third moves at a faster
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tempo.9 In contrast to this expectation, Jager composed his concerto in one continuous
movement with five distinct sections. In summary, the first section is mm. 1-36, the second
second section is mm. 37-121, the third section is mm. 122-170, the fourth section is mm. 171171-208, and the fifth section is mm. 209 to the end at measure 310.10
It is helpful to identify and track the unifying motive throughout the five sections of the
piece, as the entire concerto is based on the introductory material. Jager was fascinated with
working with short motives and developing them throughout an entire piece. He often believed
that composers were “sometimes limited because they had too much material to work with.”11 As
a result, it is not surprising that Jager employs the opening six notes of the accompaniment to
unify the five sections of the concerto.12
The opening section of the concerto is measures one through thirty-six. Jager’s intention
was to start the piece with a “splash.”13 His belief was “now that I have your attention, we can
play some real music!”14 Since it was rare for the tuba to be featured as a soloist in front of a
large ensemble, especially during the 1980s, Jager worried that the audience might find it
unusual, thinking it should be a violin or a more traditional solo instrument.15 Because of this
potential misconception, he believed it even more important to grab the audience’s attention
from the very first note of the piece.16
After an exciting introduction from the accompaniment, the solo part begins at a much
slower tempo, with the quarter note marked at 48 beats per minute, and very lyrical in style. As
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indicated by Kenyon Wilson, the thematic material of this first solo section is based on
the E-flat model B octatonic scale with an added B-flat.17

Figure 1. E-flat octatonic scale with added B-flat.

The added B-flat occurs three times, first as a member of the E-flat minor triad in
measures 12 and 14, then functioning as the dominant of E-flat in measure fifteen.18

Figure 2. Concerto for Bass Tuba, Jager, mm. 12-15.

Another observation by Wilson is that throughout this section, Jager places
emphasis on the half step, and as a result, many of the principal motivic sections of the
solo part are based on an octatonic scale or scales related to the octatonic scale through
common tetrachords, which serve to unify the thematic material.19
Measures 16-18 serve as a short transition which leads to the second melodic
theme of the first section. The material of the second theme is based on the F melodic
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minor scale. However, there are two notes in the passage that are not found in the F melodic
minor scale, which are A and G flat. These notes appear to emphasize aspects of the F model A
octatonic scale. The F model A octatonic and the E-flat model B octatonic scales are made up of
the same notes, and through this Jager is able to link both the first and second themes together.20

Figure 3. Concerto for Bass Tuba, Jager, mm. 19-25.

The second section of this piece begins in measure 37 with a swift increase in tempo and
a change in meter. In measure 40, the solo enters with new thematic material that is based on the
first six notes of the piece. The six-note motive gently implies the B-flat minor scale; however,
there is no clear tonal center throughout this section, and when describing the tonality of this
piece, Jager claimed that overall the piece is “very tonal.” 21
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There are, however, sections of the piece that are somewhat ambiguously tonal,
and these are the sections that Jager describes as “free tonality” similar to the works of
Bartok.

Figure 4. Concerto for Bass Tuba, Jager, mm. 40.

Figure 5. Concerto for Bass Tuba, Jager, m. 1.

It is common, especially in the faster sections of the concerto, for the
accompaniment to contain pitches of a different scale than the scale used in the solo part.
Wilson points out that though many of these pitches could be considered “embellishing
tones,” Jager often uses scales as transitional material to either a new section or to “break
up the texture.”22 An example of this can be found in measure 67, where in the
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accompaniment, Jager employs an ascending and descending whole-tone scale at the same
time.23

Figure 6. Concerto for Bass Tuba, Jager, m. 67.

Jager places emphasis on achieving balance throughout his concerto,24 and attains this
through contrasting tempi in each section of the piece. The first section of the piece, where the
solo part is very lyrical and the tempo is marked quarter note equals 48, contrasts significantly
with the second section, which is marked “Vigorously” and the quarter note equals 140. This
contrasts again with the third section of the piece where the tempo is marked “Slowly and
dramatically,” and the quarter note equals 64.
The third section of this piece begins in measure 122 and ends in 164. This section is
unique in that it is made up of three smaller subsections. The first subsection is measures 122
through 138, the second subsection is 139-145, and the third subsection is measures 145-164.25
Throughout this composition, Jager employs short motifs and developing them; he compared it
to “a seed in the ground, letting it grow into a tree.” He liked to begin with a few basic notes and
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ideas and let them expand. Examples of this can be found throughout the faster sections
of this piece, as Jager typically begins each section with a simple motive, and it develops
throughout the section.
This type of composing, beginning with a short motive and letting it develop, can
be seen clearly throughout the first subsection (measures 122 through 138), where the
original six-note motive found in the second main section of the piece is quoted and
expanded.

Figure 7. Concerto for Bass Tuba, Jager, mm. 121-131.

Jager maintains one tonal center throughout this section, and through the first
subsection, the melody is developed entirely from the use of the E flat minor scale. 26
Wilson indicates that this portion of the piece is firmly the most tonal sounding portion of
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the entire composition. But, although this section does sound tonal, Jager uses functional and
traditional harmonies quite infrequently. 27
As highlighted by Wilson, Jager describes this as the quasi-Romantic restatement of the
first theme, and because of this, he uses clearly tonal elements.28 One of the primary requests
from Perantoni was that Jager reference composers such as Sergei Rachmaninov, and Jager does
so in measures 139 through 145.29

Figure 8. Concerto for Bass Tuba, Jager, mm. 136-144.

Although the solo part is tacit throughout this section, Jager makes full use of the
accompaniment by writing lyrical and melodic lines which are supported by block chords and
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traditional harmonies.30 This is indicative of Rachmaninov’s frequent use of widely
spaced chords, thick texture, and long, lyrical melodic lines, fulfilling Perantoni’s
original request that the Concerto contain references to Rachmaninov.
The final subsection, measures 145-164 contains no clear tonal center but is very
melodic. This subsection is representative of Jager’s style of “free-tonality.” Although
there is no clear key established,31 with its slow tempo and long sweeping lines, it utilizes
clear romantic elements. This section features the true singing characteristics of the tuba
and satisfies Jager’s fondness for high lyrical tuba playing. 32 In measure 160, the solo
part begins to speed up rhythmically, which creates tension and drives to an intensely
Romantic transition performed by the accompaniment which serves to transition into the
next main section of the piece.

Figure 9. Concerto for Bass Tuba, Jager, mm. 160-163.

Section four of the piece is measures 171-211. The first thirteen measures consist
of a cadenza with fairly sparse accompaniment. As with most standard solo works, the
composer allows the performer great musical and interpretive freedom within the written
cadenza, both with the tempo chosen and the dynamic range.
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The range of the cadenza is extremely wide, making this one of the most technically
difficult passages to perform in the entire piece. Because of this, Jager has a less difficult ossia
solo part throughout the extremely low passages. The solo material modulates throughout a
variety of tonal centers during the first half of the cadenza before arriving at an E-flat model B
octatonic scale with the added B-flat in measure 186.33 This section connects to the introductory
melodic material from measure one. The last half of the cadenza is quite harmonically stable and
is based on only one scale.
The final section of the piece begins in measure 212 and continues to the end. This
section’s form is defined by alternations in tonality between conventional harmonies, based upon
a single scale, and unconventional harmonies, where the original theme is transformed via
chromatic motion. The portions which utilize chromatic motion to transform the theme are
measures 232 through 279, and measures 304 through 306. Throughout these sections, the scales
change often but resemble octatonic scales quoted in previous sections. Conversely, the sections
that utilize conventional harmonies and rely solely on the B phrygian scale are measures 212
through 231, measures 280 through 303, and measures 307 to the end, as seen in Figure 10.34
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Figure 10. Concerto for Bass Tuba, Jager, mm. 213-223.

As Wilson notes, similar to previous sections in the piece, Jager bases the
accompaniment on a different scale from the solo part, by using the B minor scale rather
than B phrygian. In measures 280-303, the B phrygian scale evolves into the E minor
scale through the occasional use of D sharp in the solo part.35
In measures 307 to the end, Jager shifts the tonal center from B phrygian to E
minor, which represents the dominant-to-tonic relationship in the key of E minor. This
dominant to tonic progression is not, however, played deliberately in the solo or
accompaniment part until the final measure of the piece.36 Jager omits the third of the
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chord in both the dominant and tonic inflections in the final measure to further emphasize his
desire for “free tonality” throughout the piece;37 though the listener will expect an ending with
the familiar dominant-tonic relationship, he or she is free to interpret the mood effected by the
piece, unencumbered by the presence of a major or minor third.

Figure 11. Concerto for Bass Tuba, Jager, mm. 307-310.

Throughout the piece, the accompaniment does not always remain within the scale
established by the solo; but, scalar analysis of the solo part reveals pitch and scale retention
between the different sections.38 The sections that are linked the strongest are the first and fourth
sections. Both of these sections contain the E-flat model B octatonic scale with the added Bflat.39 Although the third section is not based on the octatonic scale, it shares its tonal center of
E-flat with the unifying scale. Since a single tonal center or scale is not decidedly established, the
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second section is not as apparently related.4041 Although this scale shares five of its
pitches with the E-flat octatonic scale, the paramount pitch of the final section's scale, E,
is not a shared pitch. The dominant to tonic relationship emphasized in the final measures
of the piece is not even possible in the E-flat model B octatonic scale. The need for this
relationship explains the added B-flat throughout the first and fourth sections.

Figure 12. Comparison of E-flat Model B octatonic scale and scale from mm. 307-310 of Jager’s Concerto.

The B flat added to the E flat octatonic scale facilitates the dominant-tonic
relationship implemented by Jager throughout the concluding section. Through the
inherent Bb-Eb dominant-tonic relationship, Jager foreshadows his musical statements
made in the conclusion of the piece through the dominant-tonic relationship of B-E.42
Jager’s concerto was a piece unlike any other that had previously been composed
for the solo tuba. He disregarded the precedent set by previous composers for the solo
tuba and was free from the tonal and formal confines they had established within their
compositions. His definition of “tonality” differed from those who preceded him in this
genre, as the most harmonically stable sections of his Concerto still relied on less
common modes, such as the Phrygian scale. This can also be attributed to Bartok’s
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influence on his compositional style. 43 Lastly, Jager’s music could organically develop due to his
nonobservance of the conventions of the familiar solo tuba works which predated his concerto.
The development of his art trumped the maintenance of the compositional norm.

Jager’s Influence on the Solo Tuba Repertoire
Prior to 1978, there had been few serious tuba concerti written that had a band
accompaniment, and the ones that did typically had the accompaniment arranged for them after
they were initially composed. The two most prominent pieces of this type are the Thomas
Beversdorf Sonata for Tuba composed in 1962 and later arranged for solo tuba and band in 1975,
and the Edward Gregson “Concerto for Tuba” and composed in 1976 originally to be
accompanied by a brass band, then later arranged for tuba and concert band in 1984. These
works were straight forward, in that they used traditional harmonies and followed the standard
three movement form of a concerto. This section serves to study the influence Jager’s concerto
had on some of the major solo works for solo tuba, which followed his.
Jim Curnow’s “Fantasia for Tuba and Band” was composed in 1987. Similar to Jager’s
“Concerto,” it was written in one continuous movement with five distinct sections. It was also
composed specifically with a band accompaniment in mind. Similar to the Jager, It is considered
to be a tonal and dramatic work with a significant amount of quartal and diatonic harmonies. 44
Similarly, Barton Cumming’s “Concerto for Tuba” was composed in 2001, and is a four
movement piece with band accompaniment. According to the Tuba Source Book, “the intention
of this piece was to create a composition that would be a virtuoso piece allowing the entire
spectrum of the tuba and wind ensemble to be explored without restrictions or time
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Robert Jager (composer) in discussion with author, February 2019.
Northcut and Gray, “Music for Tuba and Band,” 151-172.
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constraints.”45 The band accompaniment was carefully considered throughout the
compositional process, in that each movement uses different instrument groupings to
create a specific timbre. For example, the first movement is scored for solo tuba, brass,
keyboards, and percussion. The second movement is scored for solo tuba, woodwinds
(with the exception of saxophones), keyboards, and percussion. The third movement is
scored for solo tuba, saxophones, double bass, keyboards, and percussion. The fourth
movement combines the solo tuba with all instruments from the “traditional” concert
band. By using these various instrument combinations, each movement has its own sound
environment.46
“Concerto for Tuba and Wind Orchestra” by William R. Brusick was composed in 2003
and commissioned by and dedicated to University of Cincinnati College-Conservatory Professor
of Tuba and Euphonium, Timothy Northcut. The piece was made up specifically with a band
accompaniment in mind, and although it is comprised of an introduction and three movements,
they are played through continuously without pause. Another interesting aspect regarding the
concerto that is similar to Jager’s is the use of a single melodic motive that throughout each
movement.47
In addition to the pieces previously discussed, many more, more traditional concerti have
been composed for solo tuba and band. These pieces are tonal and consisting of the standard
three movement format typical of concerti. For example, Rolf Wilhelm’s Concertino for Tuba
composed in 1983, Millennium Concerto composed by Rodney Newton in 2000, and Concerto
for Tuba and Band composed by Greg Danner in 2011. Additionally, there have been many

Sinder and Funderburk, “Music for Tuba and Band,” 151-172.
Northcut and Gray, “Music for Tuba and Band,” 151-171.
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Northcut and Gray, “Music for Tuba and Band,” 151-171.
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concerti that were originally written for accompaniment other than band and have been
transcribed for a band accompaniment. Examples of this are Concerto for Tuba Solo and Wind
Ensemble by Bruce Broughton (1985), Three Miniatures for Solo Tuba By Anthony Plog
composed in (1992), and Concerto for Tuba or Bass Trombone by Eric Ewazen composed in
1996.
Robert Jager’s Concerto for Bass Tuba has had a significant influence on the later solos
that were composed for the tuba. Before Jager’s concerto, it was common for most serious
concerti composed for the tuba to be in a three movement format, be very traditional in regard to
harmony, and that they only be limited to either an orchestral or piano accompaniment. It is
evident that many pieces composed after Jager’s concerto were not confined to a threemovement format and were able to have a variety of formal designs, and it was acceptable to
compose a serious tuba concerto to be accompanied by a band.
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CHAPTER 4
THE CONCERTO’S IDIOMATICITY FOR THE TUBA
Most professional tubists today typically use two different tubas: the contrabass tuba, and
the bass tuba. In the United States, the contrabass tuba (CC tuba) is typically pitched in CC,
while the bass tuba (F tuba) is typically pitched in F. The larger contrabass tuba is generally used
in the orchestra and other large ensembles, while the bass tuba is used in smaller chamber
ensemble and solo settings.
Since the contrabass tuba is capable of producing a larger amount of sound and a louder
volume than the bass tuba, it is well suited as the foundation of the brass section when playing in
a large ensemble. In contrast, the bass tuba is not capable of producing the same volume of
sound as the contrabass tuba, but, it is more light and agile than the contrabass tuba, making it
more suitable for solo and chamber settings. The contrabass tuba is overwhelmingly the tuba of
choice in the symphony orchestra setting with some notable exceptions. For example, French
composer Hector Berlioz often makes use of the bass tuba in an orchestral setting. Notably,
although there are common tendencies regarding which tuba is used in a particular setting,
because of the vast number of instrument manufacturers, there is no standardized size for either
the contrabass tuba or the bass tuba.
In addition to being more agile and lighter than the CC tuba, the F tuba provides more
facility and ease in carrying a long musical line, which is why most American tubists use it for
solo performing. The F tuba also has a higher fundamental pitch and smaller bore than the CC
tuba, allowing the tubist to play in the high range more easily. Furthermore, the smaller bore
allows the tubist to use a smaller amount of air than he or she would use on the CC tuba. All of
these elements make performing solos on the F tuba generally much more ideal than on the CC
tuba. Interestingly, although the F tuba is generally better suited for solos than the CC tuba, ,
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David Zerkel advises younger student to practice solo pieces on the contrabass tuba as a type of
overtraining, as it is more difficult to make music on the bigger horn and offers better training for
the lungs.1
Although it is common today for most professional or serious tuba students to own both a
contrabass tuba and a bass tuba, in the late 1970s when Jager’s Concerto was commissioned, it
was not nearly as common.2 For several reasons, most tubists of the era only owned a contrabass
tuba. This can be attributed to the lack of: (1) low quality of most bass tubas, (2) low quality
repertoire for the bass tuba, and (3) less access to a quality tuba teacher.
During this era, Dan Perantoni was the Professor of Low Brass at the University of
Illinois and a fierce advocate for new tuba repertoire. Over his career, Perantoni premiered over
twenty major solo works and had dozens of other solo pieces composed for him. Additionally, he
released twelve solo tuba albums primarily consisting of new music composed specifically for
him. Perantoni is one of the preeminent American tuba soloists, and prior to the 1980s, was one
of only a handful of tubists capable of premiering new works designed to push the idiom of the
solo tuba.
Perantoni frequently performed solos with college and university bands across the
country, and because he performed a vast majority of this solo repertoire on the F tuba, he gained
a reputation of being a master of the F tuba. Because of his prowess on the F tuba, and his
prominence in composers’ minds and pens in this era, most of the pieces written for solo tuba
were specifically written for the F tuba. As a result of the significant influence Perantoni had on

David Zerkel, “Do You C What I C?” International Tuba Euphonium Association 30, no. 2 (Winter 2003):
66.
2
Daniel Perantoni (tubist), in discussion with author, February 2019.
1
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the development of the solo tuba repertoire in this era, he is largely responsible for the popularity
of the F tuba in the United States today. 3
In addition to Perantoni’s influence on the solo tuba repertoire, he has also collaborated
with a number of instrument manufacturers to design new models of both the F and CC tubas. He
is best known for his collaborations with fellow tubist Robert Tucci and the B & S Corporation.
Through this partnership, dozens of new models of F and CC tubas have been produced, the most
recent of which are charmingly named the MRP “Mr. P” CC tuba and the MRP “Mr. P” F tuba.
In this way, Mr. Perantoni has not only influenced the tuba’s repertoire, but has cemented his
legacy of increasing the F tuba’s popularity in the United States as a result of the influx of
instruments made available through his collaborations with instrument manufacturers.

Jager’s Concerto’s Idiomaticity for the Bass Tuba
As specified in the title of the piece, Concerto for Bass Tuba and Concert Band, Robert
Jager’s concerto was specifically composed for the bass tuba. Furthermore, since the piece was
commissioned by Daniel Perantoni, it was specifically composed with an F tuba in mind. 4 This
section will highlight specific examples throughout the Concerto which demonstrate Jager’s
intentional design of the piece for the F tuba idiom.
The first section of the piece are measures 1 through 36, with the first theme measures 9
through 18. The solo part begins in measure 9 with the first theme on D2, and the section
concludes on an E flat 1, seen below in Figure 1.

3
4

“Biography and Curriculum Vitae,” Daniel Perantoni, March 2019, http://www.danielperantoni.com/.
Robert Jager (composer), in discussion with author, February 2019.
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Figure 13. Concerto for Bass Tuba, Jager, mm. 1-16.

Although this is fairly low for the F tuba, especially the E flat 1, the slow tempo and lyrical style
places it well within the abilities of a competent performer. The solo part enters with the second
theme of the first section in measure 19 on an F 3, seen below in Figure 14.

Figure 14. Concerto for Bass Tuba, Jager, mm. 17-30.

This melody is written within the optimal range for the F tuba, where the sound is very sweet and
it is easy to make long musical lines.
The second section of the piece is made up of measures 37 through 118. This section is
set at a much faster tempo than the first section, which generates significantly more technically
demanding parts for the soloist. Additionally, the range is written in an optimal tessitura for the F
tuba. The solo part enters on an F 3 and generally stays around this range throughout this section
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with few exceptions, e.g. in measure 65, when the solo part descends to a G flat 2, as seen in
Figure 3, and in measure 102 when the solo part goes to an A flat 4, as seen in Figure 14.

Figure 15. Concerto for Bass Tuba, Jager, mm. 63-69.

Figure 16. Concerto for Bass Tuba, Jager, mm. 101-109.

The low G-flat 2 in measure 62 is fairly low for the F tuba, but since the note is
approached by a leap and is only played once at a soft dynamic, it is well within the abilities of a
proficient tubist. The high A-flat 4 in measure 102 is an extremely high note, even by the
standards of today’s tubist. In fact, this section is one of the parts for which Jager has an addition
“ossia” part an octave lower. Given the extremely high range and fast technical passages
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throughout measures 101-105, it would be difficult to perform this section on anything but a bass
tuba.
The third large section of the piece consists of three smaller subsections: measures 122
through 138, measures 139 through 145, and measures 145 through 164. All three subsections
are again in the best optimal range for the F tuba. The first subsection begins with a short motive
that is later developed, and the range of this section is E-flat 2 to F 4. Additionally, the dynamic
range of this section is very wide, beginning with a piano in measure 121 and growing in volume
all the way to fortissimo in measure 129.

Figure 17. Concerto for Bass Tuba, Jager, mm. 121-131.

Although this section consists primarily of sixteenth notes, because of the relatively slow tempo,
it is only fairly demanding technically, but, it is necessary for the tubist to play very lightly
throughout this section. Furthermore, this section has a wide variety of articulations. Essentially
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every note in the solo part has a specific indication regarding the articulation, and frequently
there will be a succession of different articulations in a row.
For example, in measures 121-123 shown in Figure 15, the first note is marked staccato
and the next note is legato. This is followed by a short, slurred section, which leads to another
staccato note followed by a legato note. Because of the detailed and extreme contrast in
articulations, it is necessary for the tubist to have an instrument that can easily convey these
details. The higher pitch and smaller bore of the F tuba grants the performer an easier time
conveying the subtle details to the listener, making it the ideal tuba for this section.
The third subsection, measures 145-164, is once again written in the optimal tessitura for
the F tuba, with a range of F 2 - E flat 4. This section is very lyrical and romantic in nature,
which satisfies Jager’s desire for the high tuba’s timbre.

Figure 18. Concerto for Bass Tuba, Jager, mm. 145-154.

This section is an ideal place for the tubist to exhibit great musicianship by employing
techniques such as vibrato, rubato, dynamic contrast, and articulation contrast. Additionally, this
subsection concludes in measure 164 on a B-flat 3, marked with an accent and at a fortissimo,
making this one of the loudest and most dramatic parts of the entire concerto.
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Though in general, the contrabass tuba is capable of producing significantly more volume
than the bass tuba, it fails to compete in the upper register. In fact, in the upper register,
generally, any notes above the bass clef staff are typically much louder when played on the bass
tuba. As a result, playing this section on the bass tuba will actually be louder and more dramatic.
Because of these combined elements, this subsection is well suited to be performed on the bass
tuba.
The fourth large section of the piece consists of measures 171 through 211. The
beginning of this section is a cadenza, which gives the performer a great deal of musical
freedom. The range in this section is extremely wide and makes up almost the entire full range of
the tuba, stretching from D 1 to F 4. Notably, Jager has opted to add another ossia section in
measure 183 because of the extremely wide range, especially in the low register, which is
typically the weaker range for the F tuba. This ossia section is an octave higher than the original
part, making it much easier to perform on the F tuba.
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Figure 19. Concerto for Bass Tuba, Jager, mm. 179-187.

Another extremely difficult passage to perform in this section is in measure 179, when
the tubist is required to enter on a high F, F4. This note is difficult to perform in any context, but
is especially difficult to produce after three-and-a-half beats of rest. Because of this, Jager has
included an additional ossia part in measures 179-180, as seen in Figure 6, is down an octave
from the original part, making it much easier to enter on an F3 as opposed to the original F4.
This section is also very dramatic, and features a wide range of dynamics and
articulations. Jager is very specific in this section with regard to dynamics, and indicates the
dynamics on almost every note throughout this section. There are sweeping crescendos
throughout this section that are accompanied by accelerandi, and the build-up of energy
generated through simultaneous crescendo and accelerando gives the piece a driving sensation to
the end of the section in measure 184. Although Jager includes optional “ossia” sections that
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make it easier for the performer, they inherently make the section less dramatic. If a tubist
decides to play the “ossia” parts, it would be wise to only perform either the higher “ossia” or the
lower “ossia” part, and not both. This is because the range would be significantly reduced,
making the section much less impactful to the listener.
The fifth and final section of the piece is comprised of measures 212 to the end. This
section is very similar to the second section, measures 37-105, in that it is set in the same time
signature, style, and has many of the same motives; however, the final section is slightly faster
than the second section, with the tempo marked at quarter note equals 148 instead of 140 in the
second section. This section remains in the optimal tessitura for the F tuba, with only one small
exception in measure 269 with a low A-sharp 1. However, as seen in Figure 20, this note is
approached with a small leap and played at a piano dynamic level, which makes the note
relatively easy to play in context.

Figure 20. Concerto for Bass Tuba, Jager, mm. 266-269.

The final section is quite difficult technically, with a very wide dynamic range, which
spans from piano to fortissimo. Additionally, there are a large number of articulation indications,
primarily consisting of either extended staccato and slurred passages. Lastly, there are a number
of trills on the last page of the solo part. These trills serve to add a dramatic flair to the piece,
though they require a light and nimble touch.
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Figure 21. Concerto for Bass Tuba, Jager, mm. 302-310.

These elements combined make it especially challenging for the tubist to perform this
section properly, as it requires them to play lightly throughout the technical passages as well as
to adequately convey the articulation and dynamic details. As such, it follows that the F tuba can
most appropriately convey both the original intent of the composer and the interpretive intent of
the tubist.

Performing the Concerto on Contrabass Tuba
Although Jager did intentionally compose his Concerto for bass tuba as opposed to
contrabass tuba,5 the choice of contrabass or bass tuba is ultimately at the performer's discretion.
There are many indicators pointing to this piece’s likely success on a bass tuba. Some performers
however prefer the timbre of the contrabass tuba and will consistently choose to play a piece
with it regardless of the composer’s original intent. For example, the principal tubist of the
Chicago Symphony Orchestra (CSO), Gene Pokorny performed the Vaughan William’s concerto
in May 2012 with a contrabass tuba despite the piece being specifically written for bass tuba and

5

Robert Jager (composer), in discussion with author, February 2019.
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sharing many similarities with Jager’s Concerto, specifically related to its idiomaticity for the
bass tuba.6
Although it is uncommon for a tubist to perform Jager’s Concerto for Bass Tuba on a
contrabass tuba, there are some potential advantages. For example, the opening of the solo part
(measures 8-16, shown in Figure 11) is quiet and fairly low in tessitura. This tessitura is in the
optimal range of the contrabass tuba, making this section quite easy to perform while also likely
producing a sound with more depth than that of a bass tuba. In the second section of the piece,
specifically in measure 160, seen in Figure 19, the solo part is fairly low and begins a transition
into the next section of the piece. The solo part is very dramatic here, demanding a big sound and
a great deal of dynamic contrast. As a result, this section might be better suited on a contrabass
tuba.

Figure 22. Concerto for Bass Tuba, Jager, mm. 160-163.

Lastly, throughout the fifth section of the piece, there are occasional passages in the solo
part that are in a lower tessitura, for example, in measures 223 through 227, and measures 268
through 269.

Figure 23. Concerto for Bass Tuba, Jager, mm. 223-227.

6

“Program information,” Chicago Symphony Orchestra. www.CSO.org/
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Figure 24. Concerto for Bass Tuba, Jager, mm. 266-269.
.

Because of the low tessitura and technically difficult nature of these measures, they would most
likely be suited to be performed on a contrabass tuba.
In conclusion, although Jager composed his Concerto specifically for the bass tuba, there
are some disadvantages to performing this piece on the bass tuba instead of the contrabass tuba.
But, based on the tessitura, long musical lines, difficult technique, and subtle articulation detail,
this piece undoubtedly works better when performed on the bass tuba.
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CHAPTER 5
MAJOR RECORDINGS OF THE CONCERTO FOR BASS TUBA BY ROBERT JAGER

Since Jager’s Concerto was composed in 1978, it has been commercially recorded by
four artists in five instances. The first recording was made at the premiere in 1978, with Daniel
Perantoni performing as the soloist with the University of Illinois Band. The second major
recording was made in 1983 with R. Winston Morris as the soloist with the Tokyo Kosei Wind
Orchestra and the composer, Robert Jager, as the conductor. The third main recording was
released in 2009 with Dr. Richard Perry as the soloist with the University of Southern
Mississippi Wind Ensemble. The fourth major recording was made with Oystein Baadsvik as the
soloist, performing with the Fanfare Band of the Royal Netherlands Army “Mountain
Regiments” in 2013. The most recent recording, which has yet to be officially released, is again
with Daniel Perantoni as soloist, with the State University of New York Fredonia Wind
Ensemble in 2018. These recordings span over four decades, and this chapter will serve to
illustrate how the musical interpretations of Jager’s Concerto have evolved, as well as the
evolution of the solo tubist as a performer.
Daniel Perantoni premiered Jager’s Concerto in 1978 with the University of Illinois
Band. At this time, Perantoni was one of the few tubists capable of the undertaking of premiering
a major concerto for the tuba in the US. Premiering a piece always poses unique challenges in
that there is no previous musical interpretation to rely on and the premiere performance, in most
cases, sets the precedent in musical interpretation for performances to follow.
Perantoni lived up to his lofty reputation, and this performance is still studied by many
performers today when preparing Jager’s Concerto. He begins the first section of the piece
pianissimo with subtle crescendos and decrescendos that he clearly emphasizes. Notably, he uses
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very little rubato and vibrato throughout this section and plays extremely lyrically. Perantoni
begins the second section in measure 40 slightly above the indicated tempo, while marking a
clear difference in style. Although the style is clearly different, Perantoni still manages to
maintain a fairly lyrical style throughout this section, even though many of the notes are marked
staccato. He makes a very deliberate point of emphasizing the clear arrival points within this
section to give it a clear musical direction. This section is played very cleanly and Perantoni does
not take the optional “ossia” part in measures 101-105.

Figure 25. Concerto for Bass Tuba, Jager, mm. 101-109.

He takes a lot of musical liberties in the third main section beginning in measure 121 by using a
great deal of rubato. Although the section is expressive, Perantoni does not play an overbearingly
loud fortissimo dynamic in measure 129.
In the fourth main section of the piece, the performer is given a great deal of freedom, as
this section is a cadenza and is marked “freely” on the score. Although Perantoni plays
expressively with regard to tone color and dynamics, the tempo is fairly steady with the
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exception of a grand, unwritten ritardando in measure 182, which leads to him opting to play the
ossia section in measures 183-184. Perantoni plays the final section slightly faster than the
indicated tempo; this was perhaps a way to convey extra excitement in order to get the audience
to leap to their feet at the end applauding, as that was one of his original requests when he first
approached Jager about writing the concerto. Perantoni conveys the clear change in style in the
final section by playing very cleanly and energetically, but still manages to keep the music
lyrical and intriguing, before emphasizing the allargando in measure 309 to add a sense of
conclusion to the piece. Overall, Perantoni’s performance was very well done and conveyed
Jager’s musical directions very clearly. He cleanly executed the difficult technical aspects of the
piece and still managed to keep a very lyrical feeling throughout each section.
R. Winston Morris recorded Jager’s Concerto in 1983, and perhaps most interestingly,
performed under Robert Jager’s baton on the recording. Morris begins the opening section very
slowly, clearly under the indicated tempo of 48 beats per minute. He also takes a lot of liberties
with the tempo by using a great deal of rubato throughout this opening section. Morris clearly
conveys the various articulation markings throughout this opening section as well. He creates a
great contrast between the first and second sections by playing the second section clearly faster
than the indicated tempo. Additionally, Morris creates an extremely large dynamic contrast
between the piano and forte sections, and emphasizes the fortissimo sections to create an even
greater sense of dynamic contrast.
Morris begins the third section very slowly and uses an accelerando to hasten to the
quicker indicated tempo. This serves to create a great deal of contrast to begin the section. In the
extremely lyrical part of this section, measures 145-159, Morris plays the piece much under the
indicated tempo and takes a great deal of liberty with rubato by pushing and pulling the phrases’
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tempi. Morris strives for even more contrast, by clearly emphasizing measures 160-164, which
drive rhythmically and dynamically to the next section with a massive crescendo to the downbeat
of measure 164.
As in previous sections, Morris exaggerates the tempi throughout the fourth major section
of the piece. This section gives a great deal of freedom to the performer and Morris plays this
section slower than what is indicated. Just like Perantoni, Morris takes the second ossia section
in measures 183-184. Throughout this section, Morris uses extreme contrast in dynamics by
emphasizing every indicated dynamic change. Throughout the fifth section of the piece, Morris
clearly conveys all of the specific articulation indications, which is extremely difficult
throughout this technically demanding section.

Figure 26. Concerto for Bass Tuba, Jager, mm. 289-292.

Morris performs this section faster than the indicated tempo until the allargando marked in
measure 309, which he greatly exaggerates to bring the piece to an end.

Figure 27. Concerto for Bass Tuba, Jager, mm. 307-310.
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Overall, Morris plays similarly to Perantoni, but has a tendency to take musical indications to the
extreme. He creates a great deal of contrast in dynamics, tempo, and articulations, which serve to
keep the piece very interesting to the listener.
Richard Perry performed Jager’s Concerto in 2009, several decades after the previous
recording in 1983 by R. Winston Morris. Perry begins the solo part at exactly the indicated
tempo of quarter note equals 48, and clearly executes the various articulations throughout this
section. Perry concludes the opening theme by a fairly large unmarked ritardando in measure 15
which leads to a transition in measure 17. Perry contrasts the second section by performing over
the indicated tempo of 140 beats per minute, and does a good job of performing the numerous
different articulations throughout this section.
At the beginning of the piece’s cadenza, Perry uses very little rubato but plays extremely
accurately to portray the different indicated articulations and dynamics. Throughout the middle
lyrical section of the piece, measures 145-159, Perry takes the piece significantly under the
indicated tempo, creating a great deal of contrast between the other sections of the piece.
Additionally, throughout this section, Perry takes a number of liberties by using a significant
amount of rubato. Furthermore, Perry emphasizes the difference in tone color and style, by
generously employing vibrato throughout this section. Perry emphasizes the faster rhythms and
louder dynamics to drive to the conclusion of this section.
During the fourth section of the piece, Perry generally adheres to the marked tempo,
except in measures 179-184, which are marked with an accelerando. Although Perry keeps the
tempo fairly steady, he does create a significant amount of dynamic contrast by driving to the
musical arrival points.
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In the final section of the piece, Perry plays at the indicated tempo of 148 beats per
minute and performs the various articulation markings written. Perry creates a large dynamic
range throughout this section and keeps the tempo steady until the allargando in measure 139,
which he exaggerates as a method of giving the piece a clear sense of conclusion. Perry’s
interpretation continues the trend set by Morris by continuing to push the musical extremes
indicated by Jager. He generates noticeable contrast in tempo, dynamics, and articulations and
creates a greater contrast in style between each section.
Øystein Baadsvik recorded Jager’s Concerto in 2013. Initially, the most noticeable and
significant difference in his recording compared to the previously made recording is his sound.
Although Baadsvik does perform the Concerto on a bass tuba, he plays on an E flat bass tuba as
opposed to an F bass tuba, which had been the instrument of choice. Baadsvik begins the
Concerto at the indicated tempo of 48 beats per minute in an extremely lyrical style. Baadsvik
uses significantly more vibrato than the previous tubists and varies the vibrato’s characteristics.
By altering the frequency and depth of vibrato, Baadsvik is able to significantly drive the musical
direction without altering the tempo of the piece.
Baadsvik takes the second section of the piece slightly faster than the indicated tempo of
140 beats per minute. He performs all varying articulation indications on the score. Additionally,
Baadsvik creates great musical direction, which is often very difficult to do throughout this
technically demanding section. Like to previous tubists, Baadsvik continues to create greater
dynamic contrast both between sections and within each section. By doing this, Baadsvik
continues to keep the musical line very intriguing to the listener.
Throughout the third section, Baadsvik is able to create a discernible difference in style
by overemphasizing the specific note length and articulations by Jager. Interestingly, Baadsvik
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delays the initial accelerando indicated in measure 121, before speeding up to the indicated
tempo. By doing this, Baadsvik is able to produce an abundance of anticipation by the listener.
Like the previous tubists, Baadsvik does not take the optional ossia part in measure 129.

Figure 28. Concerto for Bass Tuba, Jager, mm. 121-131.

Throughout the extremely lyrical section of measures 145-164, he plays at the indicated tempo of
60 beats per minute, however, he uses a great deal of rubato throughout this section in order to
embellish the beginnings of and endings of phrases. The vibrato also plays a significant role
throughout this section by changing in both speed and depth in order to emphasize the musical
line. In measures 160-164, Baadsvik strongly emphasizes the indicated accents, crescendo’s,
note length indications, and faster rhythm in order to strongly drive this section to a conclusion
before over emphasizing the molto ritardando in measure 163. This adds a considerable amount
of drama to conclude the section in measure 164.
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Figure 29. Concerto for Bass Tuba, Jager, mm. 160-163.

The fourth section of the piece begins with a cadenza, giving the performer a great deal
of freedom. Unlike the tubists in previous recordings, Baadsvik plays this section with a stronger
sense of forward momentum, which serves to keep the energy quite high until the end of the
phrase in measure 183. He is the only performer on a major recording of the Concerto to not take
the ossia part in measures 183-184.

Figure 30. Concerto for Bass Tuba, Jager, mm. 183-184.

In the fifth and final section of the piece, Baadsvik begins at exactly the indicated tempo
of 148 beats per minute. However, unlike previous recordings, in the final statement of the theme
where Baadsvik enters with the solo part in measure 180, he performs this portion significantly
faster, which creates a great sense of energy that drives the piece to the conclusion. Baadsvik
greatly emphasizes the extreme dynamics throughout this section in order to help cultivate its
musical energy. Although this portion of the piece is technically demanding as it is performed at
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a faster tempo and at a very loud dynamic, Baadsvik is able to execute it cleanly without losing
any of its stylistic characteristics.
Overall, Baadsvik was able to create greater musical contrast and direction throughout
the piece than in recordings of previous years. He was able more effectively utilize techniques
such as vibrato to facilitate in creating more direction musically. This has undoubtedly set higher
standards with regard to performing the technically demanding sections of this piece.
Although this section primarily focuses on how the musical interpretation has evolved
since the premiere, it is important to note how much the tubist has evolved in regard to the
technical demands of performing this piece. When Perantoni premiered Jager’s Concerto in
1978, he was charged with the difficult task of being the first tubist to perform the work, and by
setting the musical precedent of the musical interpretation. Comparing the premiere performance
from 1978 to the latest recording of the same piece by the same performer that was recorded in
2018, one can see fascinating similarities and differences. Interestingly, those differences appear
to follow the similar trends that have been illustrated by the more recent recordings of the piece.
For example, in the first section of the piece, Perantoni does follow the indicated tempo but
exaggerates the dynamic contrast significantly more than his first recording. In the second
section, although Perantoni executes the change in style and tempo from the previous section, he
still stays somewhat lyrical in style and is able to exaggerate the musical direction more than in
his previous recording.
In the third section of the piece, similar to his previous recording, Perantoni uses a great
deal of rubato, but additionally, he uses much more of vibrato to help in creating musical
direction to more effectively carry the line. In the fourth section of the piece, at the beginning of
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the cadenza, Perantoni exaggerates the dynamics and especially the note lengths more than his
previous recording. This is especially evident in measures 191-195.
Throughout the final section, Perantoni performs at the indicated tempo of 148, but
exaggerates the dynamics more than his initial recording, especially in the louder passages.
Although he primarily stays at the indicated tempo throughout this section, he does strongly
emphasize the allargando in measure 309 to add a strong sense of finality to the conclusion of the
piece. Notably, Perantoni still decides to perform the second ossia section in his later recording.
After examining the various recordings of Jager’s concerto since its premiere in 1978 to
the most recent recording in 2018, it is clear that both the musical interpretations and the tubists’
ability levels have evolved. In general, the contrast in dynamics, tempos, note lengths, and
articulations has greatly increased. Additionally, techniques such as vibrato have more recently
heavily influenced the musical direction of the piece. Moreover, the technique of the solo tubist
has advanced since the Concerto’s premiere. When comparing the recordings from the 1970s and
1980s to the recordings of today, it is clear that the technical ability has greatly evolved, this
includes Perantoni’s recording from 1978 to his latest recording in 2018. The ability of the solo
tubist to perform the technically demanding sections of Jager’s Concerto very cleanly and still
execute the stylistic characteristics is very impressive in the most recent recordings of the piece.
Another significant advancement of the solo tubist since the premiere of Jager’s Concerto
is the evolution of the sound of the bass tuba. The sound quality in the early recordings lacked
depth, color, and clarity, and struggled severely in the low range when compared to the most
recent recordings. This can be attributed to both the advancement of the solo tubist and the
advancement of the instruments. When comparing modern bass tubas such as the latest MRP
“Mr. P” F tuba to the models used in the 1970s and 1980s, the modern instruments are far
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superior. The valves are much faster, making the technical passages far easier to perform. The
bore of the modern F tuba is significantly larger than the bore from earlier models, creating a
colorful timbre, and creating less resistance for free blowing low notes. It is because of these
advancements in the instruments and the evolving musical interpretation that solo tubists of
today are better equipped to present more technically demanding and musically inspiring
performances.
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CHAPTER 6
CONCLUSION

Robert Jager’s Concerto for Bass Tuba had a significant impact on both the solo tuba
repertoire and the solo tubist. The solo tuba repertoire of the 1960s and early 1970s was largely
underdeveloped, and those pieces that had been written followed the typical conventions in
composing works for more popular solo instruments. Robert Jager’s Concerto for Bass Tuba
represents a focused composition of a unique, through-composed, innovative piece in the largely
unmapped realm of significant tuba repertoire in the 1970s, which paved the way for composers’
and professional tubists’ growth decades beyond the Concerto’s inception.
Robert Jager’s Concerto represented a significant leap in what was considered possible
for the solo tubist. It was significantly more difficult than a vast majority of the solo tuba
repertoire that was composed before its premiere in 1978. The Concerto was composed for
tubist, Daniel Perantoni, strove to push what was possible to perform on the tuba, and helped to
elevate the tuba idiom via its technically demanding sections, as well as its long, sweeping
melodies.
Daniel Perantoni was one of the most prominent tuba soloists of his generation. Perantoni
was known as a master on the F tuba, and as a result, the Concerto was composed specifically for
the F tuba and served to demonstrate its particular qualities, which had rarely been given
consideration in previous compositions.
One of the most significant aspects of Jager’s Concerto was its unusual formal design.
When composing a concerto, especially for a low brass instrument, it is most common for a
composer to write the piece in three movements, with the first movement at a moderate tempo,
the second movement at a slow tempo, and the third at a relatively fast tempo. Jager, however,
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composed his Concerto in one continuous movement with five distinct sections within the
movement. Additionally, each movement was based on the same unifying motif which served to
connect each section.
Another unique aspect regarding Jager’s Concerto is that it was specifically composed for
a band accompaniment as opposed to an orchestral or piano accompaniment. Jager was tasked
with composing a major concerto for the tuba that could be performed with a large ensemble as
the accompaniment. Prior to Jager’s piece, most prominent solo pieces had been composed with
orchestral accompaniment in mind. Jager, however, as a result of being commissioned by
Perantoni and the University of Illinois Band, composed his work specifically for a band
accompaniment, and highlighted the salient qualities of a full concert band. This paved the way
for later serious concerti to be composed for tuba and band accompaniment. Although the
concerto was composed for a band accompaniment, editions were later released for an orchestral
and piano accompaniment.
Because Jager’s Concerto was significantly more difficult to perform than a vast
majority of the previously composed solo works for the tuba, it served to elevate the playing
proficiency of the tubist. Because of the elevation of the solo tubist, and the many other unique
attributes, Jager’s Concerto served to lay the groundwork for many later serious solo concerti for
the tuba.
Jager’s Concerto for Bass Tuba has had a significant influence on the later solos that
were composed for the tuba. Before Jager’s Concerto, it was common for most serious concerti
composed for the tuba to be in a three-movement format, be very traditional in regard to
harmony, and that they only are limited to either an orchestral or piano accompaniment. It is
evident that many pieces composed after Jager’s Concerto were not confined to a three-
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movement format and were able to have a variety of formal designs, and it was acceptable to
compose a serious tuba concerto to be accompanied by a band.
Some of the more prominent pieces composed for the solo tuba and band after Jager’s
Concerto include Jim Curnow’s Fantasia for Tuba and Band (1987). Like Jager’s Concerto, it
was written in one continuous movement with five distinct sections, and specifically with a band
accompaniment in mind. Barton Cumming’s Concerto for Tuba composed in 2001, and is a fourmovement piece with band accompaniment. Additionally, Concerto for Tuba and Wind
Orchestra by William R. Brusick was composed in 2003 and commissioned by and dedicated to
University of Cincinnati College-Conservatory Professor of Tuba and Euphonium, Timothy
Northcut. The piece was composed specifically with a band accompaniment in mind, and
although it has of an introduction and three movements, they are played through continuously
without pause.
In addition to the pieces previously discussed, several other, more traditional concerti
have been composed for solo tuba and band since the 1970s. These pieces are tonal and
consisting of the standard three-movement format typical of concerti. For example, Rolf
Wilhelm’s Concertino for Tuba, composed in 1983, Millennium Concerto composed by Rodney
Newton in 2000, and Concerto for Tuba and Band composed by Greg Danner in 2011.
In addition to the serious solo works that were composed for solo tuba and band
accompaniment, there have been many more traditional major solo works composed for tuba and
orchestra. Some of these works include John William’s Concerto for Tuba, which was composed
in 1985 and is a three-movement solo work for tuba and orchestra. John Steven’s Journey is a
three-movement solo work for the contrabass tuba that was composed in 2001 and composed for
the Chicago Symphony Orchestra. One of the most recent serious solo works for tuba, is
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Reflections on the Mississippi for Tuba and Symphonic Band composed in 2015 for the
University of Michigan Symphony Band and solo tubist, Carol Jantsch, Principal Tubist of the
Philadelphia Orchestra. The work also has an orchestral accompaniment and Jantsch performed
the piece with the Philadelphia Orchestra in later in 2015.
Robert Jager’s Concerto for Bass Tuba had a significant impact on both the solo tuba
repertoire and the solo tubist. The piece expanded what was possible to compose for the solo
tuba and helped to further legitimize the tuba as a serious solo instrument. Thanks to the
ITEA/T.U.B.A., R. Winston Morris, Daniel Perantoni, and Robert Jager, the tuba idiom not only
gained a profound piece of music in the Concerto for Bass Tuba, but gained a new level of
visibility and advancement in the music world at large.
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